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Charles Morrow/Sound Space 

January 22 through April 3, 2005 










The Name Game: Allan McCollum and Mingering Mike 
Main and Overlook Galleries 
January 22 through April 3, 2005 

Allan McCollum’s Each and Every One of You fills the walls of the Main Gallery 
evoking an avalanche of memory and emotional responses while audiences discover 
the dreams and self-made heroics of Mingering Mike—for the first time ever. 

Charles Morrow/Sound Space 

Potter Gallery 

January 22 through April 3, 2005 

The Potter Gallery will become a unique sound stage for 13 specially commissioned 
sound works by Charles Morrow, the inventor of the MORROWSound, 
an innovative, multi-channel playback environment that merges 
art and science to offer 3-Dimensional Sound. 


Opening Reception 
Friday, January 21, 7-9pm 

Join us as we celebrate the opening of our Winter exhibitions. 

Free for SECCA Members, $5 for non-members. 

*Snow Date Friday, January 28 

My Inside/Outside Self 
January 11 - February 25 

Working with writer and photographer Diana Greene, students from Lewisville Elementary School 
and Julian Gibson Elementary School created self-portraits that combined black and white 
photography with narrative writing to be displayed in SECCA’s Community Gallery. 

My Inside/Outside Se/f was supported by a grant from The Arts Council of Winston-Salem amd Forsyth County 
and the Winston-Salem/Forsyth County Schools. 


Art in the Air 
March 1-April 3 

This Triad-based competition resulted in six winning billboard designs. All of the 
entries will be displayed in SECCAs Community Gallery. Reception, April 3, 5-7pm 

Art in the Air is a collaborative project between the United Arts Council of Greensboro, The Arts Council of Winston-Salem and 
Forsyth County, the High Point Area Arts Council, Fairway Outdoor Advertising, and Lorillard Tobacco Company. 

Community Day 
Saturday, February 26,1-4pm 

Join us for hands-on activities including messing around with sound and playing 
some most unusual name games. Free admission. 

Community Days are supported by a grant from The Frank B. Hanes Charitable Lead Trust. 

New Voices/New Visions Live!: Stephen Vitiello 
Saturday, March 5, 8pm 

Utilizing images and sound clips from past and recent projects artist, curator, 
and electronic musician Stephen Vitiello will discuss his interest in exploring 
the spatial dimensions of sound in SECCAs McChesney Scott Dunn Auditorium. 

$5 SECCA members, students, senior / $7 general public 
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SIGNS OF THE IMPERIAL VALLEY 

Sand Spikes from Mount Signal 

LOS SIGNOS DEL VALLE DE MEXICALI 

Las puntas de arena del Cerro del Centinela 


An inSITE2000 Project 
by Allan McCollum 

22 January through 3 March 2001 
University Art Gallery 
San Diego State University 



No discussion of concretions would be complete if mention were not made of a real puzzler, 
a truly unique type of concretion that apparently remains unexplained—sand spikes.... 

Briefly, [their] locality consisted of a series of low, sandy hillocks and banks near the 
Mexican-American border close to Mt. Signal, Imperial County, California.' 

An inSITE2000 Project 
by Allan McCollum 


SIGNS OF THE IMPERIAL VALLEY 

Sand Spikes from Mount Signal 


SPECIAL EVENTS 
Saturday, 20 January 

Opening Reception for the Artist 
4:00 to 6:00 pm 
University Art Gallery 
An inSITE2000 
Exploration Weekend III event 

Thursday, 8 February 

Lecture by the Artist 

3:30 PM, Room 412 
School of Art, Design 
and Art History 

Gallery Talk by the Artist 
6:30 PM 

University Art Gallery 
A reception for the artist will follow 


LOS SIGNOS DEL VALLE DE MEXICALI 

Las puntas de arena del Cerro del Centinela 


22 January through 3 March 2001 
University Art Gallery 
San Diego State University 


GALLERY HOURS 

Monday through Thursday 
and Saturday 
Noon to 4:00 pm 

INFORMATION 

619.594.5171 

www.sdsu.edu/artgallery 

artgallery@sdsu.edu 



The old timers thought these resembled organic forms like the giant kelp, 
Macrocystis pyrifera, and when we recalled that the northern end of 


Dinosaur tracks in the roofs of Utah coal mines, fulgurites* from 
central Florida, a dog’s form captured in the hardened ash of Pompeii—all 
have been subjects of Allan McCollum’s work, and vehicles for his investigation 
of the phenomenon by which objects, including artworks, acquire meaning. 

Born in Los Angeles in 1944 and currently living in New York City, McCollum 
is interested in the process that bestows value on “things,” both natural and 
manmade. His current project, commissioned by inSITE2000, extends his study 
of an object’s accumulation of meaning to include a community’s construction 
of its public identity. McCollum suggests that the way an artist develops 
meaning in his or her artwork parallels the procedure by which individuals 
and groups establish communal significance. At the same time, an artist 
seeking recognition by curators, collectors, dealers, critics and viewers is seen 
by McCollum as participating in the same quest as a community striving to 
project a winning image to the society-at-large. 

McCollum’s joint examination of the ways in which both objects 
and communities accrue cultural importance was pursued in the Imperial 
Valley/Valle de Mexicali, an expansive desert region east of San Diego County 
and spanning the U.S./Mexico border. The artist was drawn to this area for two 
reasons. First, he was inspired by the strange geological formations, known as 
sand spikes, found at the base of Mount Signal/El Centinela, a prominent 
feature of the area’s landscape that itself straddles the international boundary 
line. Thousands of these ancient sand spikes were formed as concretions—grains 
of sand cemented together with crystalline calcite—and lay together at the foot 
of the mountain, pointing westward, until they were excessively collected 
throughout the 20th century. Today the sand spikes can only be found in 
museums and private collections. 

The second allure of the desert valley for McCollum was the youth 
of its towns and cities. The region’s burgeoning municipalities, such as Brawley, 
Calexico, Calipatria, El Centro, Heber, Hoitville, Imperial, Mexicali, Niland, 
Seeley and Westmorland, were established in the early 20th century, coincident 
with a major irrigation project that brought water to the desert. Because these 
relatively new communities are still in the process of developing their identity, 
McCollum perceived an opportunity to contribute, in some small way, to 
the region’s formation of its cultural iconography through collaboration with 
the individuals, institutions and businesses that inhabit the Imperial Valley/ 

Valle de Mexicali. 

The result of McCollum’s collaborative involvement with the valley’s 
residents was the organization of three exhibitions that focused on the sand 
spikes of Mount Signal/El Centinela. Through these exhibitions, presented 
concurrently at three area institutions in October 2000, the artist conjoined 








his simultaneous exploration of the evolution of meaning in artworks, natural 
objects and communities. Signs of Mount Signal at the Steppling Art Gallery, 

San Diego State University-Imperial Valley Campus; The Return of the Sand 
Spikes at the Imperial County Historical Society Pioneers Museum; and El Cerro 
Impossible at the Museo Universitario, Universidad Autonoma de Baja California 
each featured a variety of art and artifacts related to the region and assembled 
through a concerted community effort. 

For the exhibitions, McCollum played a dual role as curator and artist. 

He invited local artists in the Imperial Valley/Valle de Mexicali to exhibit 
drawings, paintings and photographs appropriate to the exhibitions’ theme; 
he included regional memorabilia, area postcards, and logos from valley 
businesses and institutions; and he featured actual sand spikes from his and 
others’ collections. In addition, McCollum produced and displayed over one 
thousand replicas of a sand spike from the Pioneers Museum collection and an 
equal number of small models of Mount Signal/El Centinela. He also oversaw 
the construction and installation of a sixteen-foot version of the sand spike 
and a large model of the mountain. Lastly, McCollum created a set of sixteen 
informational booklets that were derived from historical and scientific articles 
on sand spikes and the mountain. 


McCollum has combined the three exhibitions at the University Art Gallery. 

This culminating presentation celebrates the Imperial Valley/Valle de Mexicali 
community’s affection for its local mountain and raises awareness of the community 
itself in people from outside the area. Importantly, the sand spike and mountain 
replicas, created to function as souvenirs for the region, are intended to promote the 
natural and cultural features of the valley for years to come. And after its appearance 
in San Diego, the large sand spike will be permanently installed as an outdoor, 
site-specific sculpture and “roadside attraction” on the grounds of the Pioneers 
Museum. Through his complex project, McCollum has created memorials to the 
valley’s geological past, while participating as an interested outsider in the ongoing 
development of its residents’ collective identity. 

Tina Yapelli 

Director, University Art Gallery 

* A fulgurite is a glass-like tube produced by the fusion of loose sand or rock by lightning. 


Off to the south stood Mount Signal so cold and dark and high, 
and to a little boy Keith’s age 


This exhibition is sponsored by inSITE2000; 
the School of Art, Design and Art History; 
the College of Professional Studies and Fine 
Arts; and the fund for Instructionally Related 
Activities. Additional support is provided 
by the San Diego State University Art Council. 


it must have reached up to the sky. 


DESIGNED BY LORI PALMER 

PRINTED ON RECYCLED PAPER BY SPECTRUM PRINTING, INC. 


going to climb that mountain/’ were his last words to his friends^ 
and not long after that 

the search for him began/ 


1 From Oddities of the Mineral World: The Sand Spikes 
from Mount Signal by William B. Sanborn, originally 
published by Van Nostrand Reinhold Company, 1976. 

2 From “Mount Signal Concretions” by Eva May Hyde, 
originally published in The Mineralogist, January 1937. 

3 From Desert Tragedy by Richard “Rick” Mealey. 
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Large Model of Mount Signal 
for the Imperial Valley, 2000; 
mixed media, fabricated by 
the Museo Universitario, 
Universidad Autonoma de 
Baja California, Mexicali. 

Inside, left to right: 

Allan McCollum, Sand Spike 
Souvenirs for the Imperial 
Valley, 2000; plaster, white glue, 
and sand from Mount Signal. 

Allan McCollum, Large Model 
of a Sand Spike for the Imperial 
Valley, 2000; concrete and 
sand, fabricated by sculptor 
Joanne Dutton. 

Allan McCollum, Mount Signal 
Souvenirs for the Imperial Valley, 
2000; plaster and latex paint. 
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le samedi 21 mars 1998 a 11 h 30 


vous prient 
assister a 


Visites guidees a 11 h 45, 12 h et 12 h 15 ■, is 


Exposition presentee au Musee d'art moderne 

de Lille Metropole, Villeneuve d'Ascq | En couverture : over Ten Thousand Individual Works, 1987-1989 (detail). Collection Kunstmuseum, Wolfsburg 

du 21 mars au 29 juin 1998 


Ci-dessus : Natural Copies from the Coal Mines of Central Utah, 1994-1995 (detail). Coll, et © Allan McCollum 
















ALLAN McCOLLUM 


THE EVENT 

Petrified Lightning from Central Florida 
With Supplemental Didactics 


A project developed in Tampa for the University of South Florida Contemporary Art Museum and the Museum of Science and Industry 




ALLAN McCOLLUM 

MUlSJ^FItE 


NATURAL COPIES & 
VISIBLE MARKERS 




Susan Inglett 100 Wooster Street New York, New York 10012 Phone 212.343.0573 Fax 212.343.0574 


mo^ idsMe/ma/tk&ts/ 



Uv t4AJi£l{fe/eiccUli^ 


2 November 2000 - 9 December 2000 


Opening Saturday 4 November 6-8 PM 
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THE DOG FROM POMPEI 
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New Works by Allan McCollum 


LIBRARY 

Preview and R^eption forthe„Aii:id.Q 7 Q 
Friday, June I 8:00 PM ^ 


LOS ANGELES COUNTY 


Through June 25 



ALLAN McCOLLUM 
PERFECT VEHICLES 

GALLERY TWO: 

NAYLAND BLAKE 
RECENT WORK 

MAY 6 - JUNE 3,1989 

RECEPTION FOR THE ARTIST: 
SATURDAY MAY 6, 3 - 5 PM 

RICHARD 

KUHLENSCHMIDT 

GALLERY 

1634 SEVENTEENTH STREET, SANTA MONICA, CALIFORNIA 90404 • TEL (213) 450-2010 


ALLAN 

PERPETUAL PHOTOS 



DECEMBER 4. 1990 - JANUARY 12. 1991 

RECEPTION FOR THE ARTIST: SUNDAY. DECEMBER 9. 6 - 8 PM 


RICHARD 

KUHLENSCHMIDT 

GALLERY 


1634 SEVENTEENTH STREET. SANTA MONICA. CA 90404 • TEL (213) 450-2010 • FAX (213) 450-0872 
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ALLAN MClbLLUM 
Surrogate Paintings From 1978-80 
March 141-April 1 


♦reception for the artist 6-8 P.M. Gallery Hours: Tues - Sat 1-6 P.M. 

251 AVE. OF THE AMERICAS, N.Y,C. 10014 212/242-4164 



U bent van harte welkom bij de opening 
op zaterdag 16 September van 15.00 -17.00 uur. 

You are cordially invited to the opening 
on Saturday, September 16 from 3 - 5 p.m. 

Allan McCollum 

De tentoonstelling duurt tot en met 12 november 1989. 

The exhibition lasts through November 12,1989. 
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DNE-MM 



NEW WORKS 


PREVIEW FOR THE ARTIST 
FRIDAY, JANUARY 31 
6:30 TO 9:00 P.M. 

AT THE GALLERY. 


FEB 7 1973 

LOS Ar.'GELEO CCU.'ir/ 
r.iU5'”Ur.l CF ART 






JULIAN PRETTO 


ALLAN MCCOLLUM 


Plaster Surrogates 
February 27* - March 17 


♦reception for the artist 6-8 P.M. Gallery Hours: Tues - Sat 1-6 P.M. 

251 AVE. OF THE AMERICAS, N.Y.C. 10014 212/242-4164 
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Allan McCollum • Laurie Simmons 

January 11 - February 8,1986' 




hlenschmidt • Simon 

iCrMelrosd'''Avenue * Los Angeles, California 90069 • (213) 276~-9786 
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ALLAN MCCOLLUM 
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5 1980 
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x,’ 

a partir du 22 mars 1980 - Yvon Lambert, 15, rue Grenier St-Lazare, 75003 Paris 



ALLAN McCOtLUM 



Perfect Vehicles 


September 13 - October 11,1986 



SEPTEMBER 20 - OCTOBER 27, 1984 
GALLERY HOURS; TUESDAY-SATURDAY 11-6 


NEW ADDRESS 

9000 MELROSE AVE., LOS ANGELES 90069 


(213) 276-9786 

RECEPTION FOR THE ARTIST: 

THURSDAY, SEPTEMBER 20 5-8pm. 

LidRhRY 

OCT 2 6 1984 

ANGE1.ES cu, -v 

KUHLENSCHM DT 
GALLERY 


RICHARD 






Set 


Mcxierator: Marvin Heiferman /, 


VO 


This series examines contemporary photographic ^ ^ 
practice through slide presentations by five artist? whose V 
work challenges conventional attitudes about 0 / 
photography ___ 




TO 


lay? Allan McCollum . Surrogates^ 
fay 14 LouiseTawler An Arrangement of Pictures 


Series 


May 21 Barbara Kruger Just Kidding 
May 28 Dorit Cypis, The Body in the Picture 
June 4 Robert Gumming. Picture Work 
Wednesdays. 6:30-8:15 p.m. 

May 7 - June 4, 5 sessions. 




Series subscription: ICP members and students $^0. 
Non-members $25. No registration fee. Single admission $6. 
for subscription and our Spring/Summer course odtalogue, writej 
ICP Education Department, or telephone (212)860-1776. ^ - 












ALLAN McCOLLUM 


PERPETUAL PHOTOS 


JANUARY 14 - FEBRUARY 8,1986 
RECEPTION, TUES. JANUARY 14, 6 - 8 P.M. 
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GALLERY 
100 GREENE 
NEW YORK 
NY 10012 
212-219-1060 
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JULIE WACHTEL" 

PAINTINGS 

ALLAN McCOLLU M 

PERFECT VEHICLES 


January 10-February 7,1987 
opening reception January 10 6-8 pm 


GALLERY 
100 GREENE 
NEW YORK 
NY 10012 
212-219-1060 





8 2 2 51/2 


ONE-MAM 


NICHOLAS wilder G ALLERY 

santa monica bid. I.a. 90046^ phone 656^ 0770 


ALLAN McCOLL UM 


RECENT PAINTINGS 


LIBRAI^Y 

lOS ANGELES COUNTY MUSEUM OF AR]' 
' LOS ANGELES, CALIFORNIA 

MAY I J J973 


opening tuesday may 8,8-10 p.m. through may 26 




























Wir freuen uns, 

Sie bei der 
Vorbesichtigung 
unserer 
Ausstellung 
begruBen zu diirfen. 
28. Juni 1991 
18 bis 20 Uhr 


Please join us 
for a preview 
of our exhibition 
on June 28 
6 to 8 pm 


GALERIE 

FRANCK+ 

SCHULTE 


29 June -22 September 1991 


ALLAN McCOLLUM 
SOL LeWITT 
MAGDALENA JETELOVA 

Three Rooms 


MommsenstralBe 56 
D-1000 Berlin 12 
tel 030 324 00 44 
fax 030 345 15 96 








19 April to 17 May 1991 

ALLAN McCOLLUM 


MORE DRAWINGS 



SURROGATES 




INDIVIDUAL 

WORKS 


ALLAN McCOLLUM 



Allan 

McCollum 


New Work 



Investigations 




June 12-July 27,1986 


Allan McCollum 


Institute of Contemporary Art 
University of Pennsylvania 




Plaster Surrogates, 1983-85, 
and Perfect Vehicles, 1986; 
installation at the Institute of 
Contemporary Art, University of 
Pennsylvania, Philadelphia 

Photograph: Eugene Mopsik 

















Allan McCollum 


Props. Decoys. Small, anonymous, more or less identical objects. 
Small, blank, solid stand-ins for framed images. Solid-state simula¬ 
crum of paintings. Fools-gold versions of painting. Plaster surro¬ 
gates. Surrogate paintings. Surrogates of surrogates. Signifiers of 
signifiers. Pseudoartifacts. Archetypally cultural objects. Little 
nonimages. Little model paintings. Generic paintings. Vacant paint¬ 
ings. Empty cases of paintings. False pictures.^ 

The terms of deception that surround Allan McCollum’s Plaster 
Surrogate Paintings —the work for which he is best known—can 
themselves be deceptive. There is, of course, nothing false about 
the objects themselves. (How can objects be false? Only subjects 
deceive and are deceived.) McCollum doesn’t employ illusionism or 
trompe I’oeil. His surrogates aren’t forgeries of paintings. They’re 
not even paintings—only plaster objects, which may, at a distance, 
resemble framed images. If the art objects that McCollum produces 
present themselves as false, it is only because they are the products 
of a false artistic practice, a practice reduced to a going through the 
motions of artistic production. Similarly, the terms of reduction that 
surround McCollum’s work can themselves be reductive. There is, 
of course, nothing missing, nothing lacking in the objects them¬ 
selves. (Nothing is lacking in the real. Only subjects experience 
lack, not objects.) McCollum’s reduction of the art object to mini¬ 
mal signs for paintings, or, with the Perfect Vehicles, for culture in 
general (the vase), is not an end in itself; if it were, one of each 
would suffice. It is, rather, a function of his reduction of artistic 
production to that labor necessary only to define it as such. 

In a recent interview, McCollum described his practice as “a sort of 
‘working to rule’”: a job action in which workers do precisely and 
only what is required contractually, both refusing excess work and 
excessively observing rules and regulations. “In a sense. I’m doing 
just the minimum that is required of an artist and ho more.”^ Each 
and every surrogate painting (McCollum has produced more than 
two thousand since 1982) is signed, numbered, and dated on the 
back. No two surrogates are identical; all those of the same size 
have slightly different colored frames and vice versa. Although 
McCollum works with assistants, he insists on painting the outer 
edge of every black center and the inner edge of every frame. The 
signature, the artist’s touch, the unique work—the bare minimum 
of what still constitutes artistic labor. 

The idea of an artist working to rule may seem contradictory, in as 
much as modernism is conventionally understood to have dispensed 
with the aesthetic codes and conventions that once determined what 
could be considered art. Today, it would seem that nothing is re¬ 
quired of artists. Yet it is precisely this “nothing,” this apparent lack 
of requirement, that McCollum problematizes—not to take up the 
avant-garde project of exposing and transgressing the rules that 
artists work to, but, rather, to call into question the privilege of 
freedom that artists enjoy with respect to their labor. 


What working to rule both violates and exposes is not the terms of 
factory guidelines but those of an ideological pact with managerial 
authority, according to which workers must mistake the necessity of 
labor for a freely chosen commitment to work. Unable to refuse 
work, they refuse instead the gift of surplus labor (labor expended 
without compensation) with which this freedom is purchased.^ 
Working to rule is thus a retraction of effort, cooperation, judgment 
based on experience—all the “creative” aspects of work denied in 
the standardization and mechanization of the labor process but 
nevertheless necessary for the efficient and profitable functioning of 
industry. Instead of accepting the superficial freedom and petty 
transgression of rules allowed by management, workers transform a 
strict adherence to factory regulations into a much more threatening 
transgression: collectively refusing freely, willingly, to invest their 
labor in work to the profit of their employers. 

Engaging in art practice is the profession of choice par excellence; 
it is inaugurated not by material need but by desire. Artistic practice, 
one may say, is entirely surplus labor; there is no necessity about it. 
And it is precisely for this excess, which wage-earning members of 
society expend without compensation, that artists are paid. Art can 
thus serve as a monument to the maxim that work is the way to 
freedom, but only if it is transformed into art work, the work that 
produced it being effaced in the process. 

McCollum neither superimposes the conditions of industrial produc¬ 
tion on artistic practice nor attempts to raise them, in a heroic 
gesture, to the status of high art—as modernist sculpture has been 
wont to do from David Smith to Richard Serra. Producing archetyp¬ 
ally cultural objects in mass, McCollum is not an artist posing as a 
worker but a worker posing as an artist. The plaster surrogates and 
Perfect Vehicles don’t constitute McCollum’s work in the usual art 
usage of the term, i.e., according to Webster’s Ninth, '‘something 
produced by the exercise of creative talent or expenditure of creative 
effort.” They are, rather, only the products of his work, i.e., his 
labor. 

Reduced to pure repetition, McCollums’ is no longer a practice 
in the sense of an exercise repeatedly engaged in to achieve profi¬ 
ciency. While the gradual introduction of marginal differences can 
lend an artist’s practice the illusion of a progress toward mastery (or 
masterpieces), McCollum’s is stripped of this narrative overlay. He 
only goes through the motions of practice—for the purpose of 
achieving efficiency. Practice—as activity instituted by a desire for 
mastery that appears to move it toward an object, a goal, a possible 
satisfaction—becomes production, an activity instituted by the 
demands of capital. 
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Desire for mastery emerges from an identification with the master’s 
imagined satisfaction. If artists are, above all others, those members 
of society who are supposed to find pleasure and satisfaction in their 
work, is it not because, being free from the necessity of labor, they 
can identify with the (ruling) leisure class? The pleasure of working 
to rule manifest in McCollum’s work is entirely different: self¬ 
empowerment through a refusal of the prerogative of the class for 
which one works. 

If working to rule is a withdrawal of identification with managerial 
authority, when transposed to artistic practice it can be understood 
as a withdrawal of identification with the power and prestige that 
high art traditionally has represented. The objects that McCollum 
produces are nothing but emblems, insignia, trophies instilled with 
pure prestige, installed in the places of power. But for Perpetual 
Photographs and Paintings on location—Incidental to the action, 
he finds and re-finds the products of his labor in a thoroughly disen¬ 
franchised identification, photographing them “on location” in 
newspapers and television behind presidents and movie stars. The 
imagined satisfaction found in universal recognition appears re¬ 
versed in these photographs, as the universal recognizability of 
insidious, ever present objects-in-the-background. 

Refusing the privileged consumption as well as production of art, 
McCollum looks for it not in galleries and museums but on soap 
operas, reruns, late-night movies—leisure-time melodrama. An 
after-hours search for some respite from work, some specter of 
satisfaction. 


Refusing the aesthetic prerogative of recognizing oneself and being 
recognized in the products of one’s labor (rather than confronting 
the conditions of that labor itself), McCollum’s work is emptied not 
simply of images but of the satisfaction of the subject who produced 
them. He is not in them. What becomes manifest is the desire, or 
lack, of a subject that refuses to mistake the expenditure of surplus 
labor for a chosen self-commitment to work, who refuses to appro¬ 
priate the emblems of another’s prestige as the objects in which his 
or her own desire may be recognized. 

Andrea Fraser 
Artist and Writer 
New York City 


Notes 

1 This list of words and phrases used to describe McCollum’s Plaster Surrogate 
Paintings (by the artist as well as critics who have written about his work) was 
gathered from various reviews and articles, many of which are listed in the 
bibliography of this catalogue. 

2 “Allan McCollum, interviewed by Gray Watson,” International, no. 

55 (December/January 1985/86): 67. 

3 “The labourer purchases the right to work for his own livelihood only by paying 
for it in surplus-labor.” See Karl Marx, Capital, Vol. 1 (New York: International 
Publishers, 1967), 515. Surplus labor is, strictly speaking, labor expended in 
excess of necessary labor. Necessary labor is, strictly speaking, only that labor 
time that produces the equivalent of the worker’s labor power’s value, and is 
necessary for his or her subsistence. Surplus labor, because it is given gratis, is 
thus that labor that produces surplus value (profit) for the employer. 
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ALLAN McCOIX^M; Surrogates, 1979-84: installation: artists studio, 1980, New York City 










































